Peirce's film is neither a shot-by-shot remake nor a totally different point of view and remains superficially oriented toward a teenage audience. The messages regarding adolescent bullying and the plight of those youths who are socially awkward or on the margins of the social scene remain strong-and obvious. Little or no effort or psychological sophistication is necessary to appreciate the elaboration of those themes throughout the film. In fact, the 2013 Carrie has received rather negative reviews as being fairly derivative and uninspiring in comparison with the more shocking earlier version. In that regard, I also agree with Derr:
Reboots adapt existing stories to frighten in new contexts . . . of contemporary significance . . . horror movies provide a window into our culture's deepest fears, drawing from a well of shared anxieties created by both domestic and geopolitical threats . . . [usually] focused on the vulnerability of the victims. . . . The reboots, on the other hand, put the killers themselves-and their violence-front and center. (Derr, 2013, para. 4 However, when I reflect on the process that led to Carrie (2013), the movie becomes much more interesting. Being a remake, the film is different from a collaboration between a writer and a director, or even a director's impression of a writer's work. Carrie (2013) can be seen as a somewhat chaotic group-therapy type interaction between three very strong and powerful creative personalities. The book Carrie was written by Stephen King (1975) Peirce has been quoted, When I looked at the book I actually saw that it was a super hero origin story. I saw that she was a misfit and as a misfit, she didn't really have access to adjustment and social happiness. She was made fun of by the kids at school; she had a hard time at home, so life was not good. All of a sudden she discovers these super powers and it's like, "Holy shit, I've got these powers. Maybe life will be endurable for me." That was very much like Superman or Spiderman or any of the great superhero origin stories. (Jagernauth, 2014, para. 6) However, as evidenced by his other work, De Palma's themes can be interpreted very differently. De Palma's Dressed to Kill (Litto & De Palma, 1980 ) is a film fraught with sexual predation. The predators, however, are not "the other," but rather, the victims of violence.
Their sexual freedom is their greatest sin, as "the other" is sexual insecurity. In one scene, a young prostitute, Liz (Nancy Allen), tries to seduce a psychiatrist, Dr. Elliot (Michael Caine), so that she may discover the name of the murderous patient he is surprisingly protecting. Although Liz's protector and the son of one of the victims, Peter (Keith Gordon), is spying on this scene, Peter is not close enough to truly protect Liz. What ensues is a game of sexual politics that quickly creates an uneasy atmosphere for the viewers.
This dynamic is reminiscent of a theme portrayed in Rosemary's Baby (Castle & Polanski, 1968) , a representation of the way in which social norms were changing, from women having a position secondary to men, to women being strong individuals, often kept from reaching full potential by men. The feminist influence on horror and the portrayal of normality for women as being independent individuals is also exemplified in DePalma's Sisters (Pressman & De Palma, 1973) . Although the first half of the film suggests that the threatening other is the by-product of a "freak" (the disturbed separated sister of a former Siamese twin), the film reveals that the true other is once again a man, who represents past patriarchal society. Although these divergent personalities (and underlying psychodynamics) clash and clang within Carrie (2013), in my opinion, at its heart, the film goes back to King's terror of chaos.
The social themes that are obviously portrayed bear consideration. I believe that particularly with regard to Carrie's supernatural powers of telekinesis, a rather simple interpretation of the film is that of an exploration of rage-rage at abusive or abandoning parents, the narcissistic rage of teenage angst, the rage of the bully, and the rage of the bully's victim.
However, I perceive the issue of rage as almost a screen memory, the elaboration of an unconscious theme that actually serves to obscure and protect the self from an even more feared and terrifying conflict (Smith, 2000) .
Both despite and because of Carrie (2013) being a complicated and chaotic interweaving of ideas introduced by a writer and two separate directors, each with different conscious and unconscious interpretations of the material, I believe that the deepest and most powerful theme that infuses the film goes back to King's fear of chaos itself. I believe that the film can be viewed as a reflection of powerfully repressed fear of psychosis. This comes to the surface in the portrayal of Carrie's mother as a religiously preoccupied, overtly psychotic woman, but from an interpretive point of view, all of the characters are struggling with containing essentially psychotic-like fears, images, impulses-and magical powers.
